Et sur quelques causes de l'état present […] 1 This article considers the presence(s) of recent French poetry in English translation, examining a bilingual anthology edited by the authors and published in 2016. It argues that the process of editing an anthology of contemporary poetry with multiple translators is a form of re-writing that not only introduces new writers into the target-language poetic system, but also recasts their positions in the poetic system of the source culture. This is achieved in two ways: first, by making them accessible to an audience unfamiliar with the poetic system of the source culture, readers who will then approach them without preconceptions of where they fit into that system; and, second, by proposing new juxtapositions of poetic texts to readers who are familiar with the categories into which the poetry is usually placed. There is little critical examination of anthologizing; André Lefevere's discussion provides a solid starting point, but does not consider the effects an anthology can have on a source culture system. 2 Our article offers an important extension to the theory he proposes, at the same time as providing a new perspective on the contemporary French poetic scene.
Introduction
Et sur quelques causes de l'état present […] 1 This article considers the presence(s) of recent French poetry in English translation, examining a bilingual anthology edited by the authors and published in 2016. It argues that the process of editing an anthology of contemporary poetry with multiple translators is a form of re-writing that not only introduces new writers into the target-language poetic system, but also recasts their positions in the poetic system of the source culture. This is achieved in two ways: first, by making them accessible to an audience unfamiliar with the poetic system of the source culture, readers who will then approach them without preconceptions of where they fit into that system; and, second, by proposing new juxtapositions of poetic texts to readers who are familiar with the categories into which the poetry is usually placed. There is little critical examination of anthologizing; André Lefevere's discussion provides a solid starting point, but does not consider the effects an anthology can have on a source culture system. 2 Our article offers an important extension to the theory he proposes, at the same time as providing a new perspective on the contemporary French poetic scene.
Anthologizing operates in tandem with translating in this instance, and we additionally use the notions of inference and cognitive stylistics to discuss the particular habitus of academic translators who are not poets, and the opportunities those approaches offer to produce a creative translation. Style is an appropriate lens through which to consider poems included in this anthology because it is a contested question in contemporary French poetics: some writers consider that there is no such thing as a separate poetic language. The article therefore treats the question of présence that this special issue addresses in three ways. It discusses, on the most literal level, the new or more visible presence that French poetry can acquire in the Anglophone context through translation and anthologies. Moreover, it examines the ways in which the presence of new or decontextualized voices affects poetic systems. Finally, it considers whether be selected from among those who, first, were young 'in spirit' if not necessarily in age; second, took a broadly political approach to their poetry; and, finally, were little known in the United Kingdom and perhaps not established figures in the Francophone context either. These conditions imply that the publisher was prepared to take a risk in publishing works that the target audience might not be able to place. He favoured a selection of writing that would enable readers to engage with a relatively restricted number of authors rather than attempting a snapshot of a poetry scene that, owing to the length of the volume, would be far from comprehensive. The conditions imply that he wished to tap into a renewed interest -in literary circles at least -in the role of poetry as politically engaged. 6 It was not difficult to fulfil the brief of finding poets little known in the United Kingdom, even though recent statistical analyses of the publication of translated literature are encouraging. There was a steady growth in the number of translated literary titles between 2000 and 2008, with approximately 4.5% of all fiction, poetry and drama titles published in the United Kingdom being translations. 7 French is the most translated language. In a study of slightly updated figures, genre analysis was only available for three years, and the proportion of poetry among translated literature decreased over that time from 19.88% (2000) to 15.97% (2009) and 13.12% (2011). 8 Nevertheless, those percentages are still higher than the proportion of poetry relative to all literature originally written in English and published in the UK.
All the poets included in the anthology consider themselves to be political in their decisions about language use, although most do not write explicitly about political events or concerns. 9 The pairings of poets and translators are as follows: figure through publications including A Noir. Poésie et littéralité. 16 Often placed in contradistinction and even conflict with the 'littéralistes' are the 'nouveaux lyristes', whose approach has been influenced by Jean-Michel Maulpoix. 17 They propose an understanding of poetry as voice and offering, and consider themselves close to the poets of présence of the post-1945 period, who in turn looked to Hölderlin in their search for a means to approach a sense of presence, often in the natural landscape, while acknowledging that this remains necessarily just out of reach.
Poets of the twenty-first century, and the critics who respond to their work, now frequently argue that the distinction between those approaches should no longer apply, and that is also what we propose in our introduction to the anthology. 18 Nevertheless, it remains the case that the reader of contemporary French poetry tends to situate writers in relation to one tendency or the other, and that the question still causes tension and occasionally conflict at poetic gatherings. We opened our introduction to the anthology with quotations from Maulpoix and Gleize. The Anglophone reader might notice similarities between the extracts: the evocation of a figure in a landscape, perhaps, contemplating the trees and questions of mortality:
Une vie n'est que cela : par là, quelqu'un fut de passage. human presence on earth, and note the contrast with Gleize's insistence on the materiality of the photograph, which is actually included in his text and its translation, and description of an action.
These two approaches are far from defining the whole poetic scene, of course. The written format of the anthology means that we were only able to allude in our introduction to important and diverse developments in performance poetry, rather than including examples in the corpus.
There is scope for a digital or audio-visual anthology in the future.
Rewritings of the kind undertaken here do not just include a writer in a new literary system; they also contribute to changing the parameters of the whole system. 21 One instance of this would be the ways in which the definition of poetry based on its form in turn redefines our understanding of poetry. Free verse is now the norm, in both French-language and Englishlanguage poetry, and Anglophone readers with an interest in French poetry are likely to be aware of the uniquely French form of the prose poem since Baudelaire (as distinct from poetic prose).
Yet many of the writers included in this anthology write prose, but would consider themselves poets; others favour the label 'écrivain', but are happy for their work to be included in an anthology of poetry. Moreover, those writers who can be associated with 'new lyricism' also favour the prose form almost exclusively.
We would also like to propose -and this is the key point of our article and one of the aims of the anthology -that bilingual anthologies bringing together multiple authors are capable of challenging the parameters of the source culture poetic system. That is because the process of 'removing' the texts from their source systems and placing them in a new dialogue with one another is a way of freeing them from habits of categorization that have proved constraining.
Jean Boase-Beier argues that translation is a way of recognizing that language is bound to culture, and also of freeing it from that culture; 22 editing an anthology where different voices are brought together increases the effect she describes. The authors are accessible to new Anglophone readers who are much less likely to have prior awareness of the 'littéraliste' or 'nouveau lyriste' categories. They therefore encounter the works as examples of poetic writing without immediately situating them in the French national tradition. Moreover, a bilingual anthology might also be read by Francophone readers or poets interested in the reception of French poetry in the Anglophone context. They see writers juxtaposed who are not normally published side-byside because they have not been considered to belong to the same 'famille', and the new context enables them to take a fresh view on known authors. Anecdotal evidence from contact with readers in France suggests that our volume is being read there. Poet Gilles Ortlieb, included in the anthology, wrote to give his view of developments in the 'littéralité'/'lyrisme' debate: he suggested that some writers, including Nathalie Quintane and even Jean-Marie Gleize himself, could be seen now to straddle the divide, while in other cases he sensed that it was deepening. 23
The remainder of this article will consider the other aspect of rewriting that the anthology undertakes -translation itself -and examine two texts and their translations through the lens of translation challenges. The first poet, Philippe Beck, writes in a style characterized by particular features that pose difficulties for the translator; the second, Anne-James Chaton, is one of those writers who claims to reject style altogether. What are the implications of these different approaches for translators who are not themselves poets, and for readers who, as suggested above, do not have prior knowledge of the contemporary French poetic scene?
Style, inference, and embodied interpretation
Anthologies of translated work have a particular relationship with the question of style in translation. Robert Lowell, in the introduction to his anthology Imitiations (1958) argues that he strove to unite the disparate works included with the single voice of the translator. 24 This is one example of a broader contention that a translator's voice emerges across the body of her work, despite the different styles of the authors she translates. 25 Nevertheless, Boase-Beier argues, it is reasonable to suggest that translating work for an anthology is a way of being stylistically free, as the multiple voices of the source texts allow the translator to adopt a range of styles. 26 In the case of an anthology with multiple translators, many more voices proliferate. Our anthology contains work by eighteen authors. The different translators may therefore take varying approaches to the question of style.
If they consider it important to convey the style of the source text, the translation is likely to be a documentary one; if, on the other hand, their aim is to produce a particular effect on the reader of the target text, then the approach is an instrumental one. 28 In the case of the anthology presented as case study here, these decisions and results are affected by three factors in addition to the multiple authorial and translatorial voices present. First, as outlined above, a number of the poets included in the volume, particularly those who might be thought to be writing in the tradition of the 'littéralistes', explicitly reject the notion of a poetic style. Second, some of the translators are poets, and some are scholars (a few are both), and their perception of their own place in the literary system, or habitus, is likely to affect the approach they take. 29 Finally, all but one of the poets whose work is included are still living, providing the translators in many cases with the opportunity to consult them about their intentions in writing the texts, and about translation problems. The latter two factors could be considered related in that the perception by academic translators and by poets of their own status might affect the ways and extent to which they consult the source text authors.
Boase-Beier considers how Relevance Theory might be useful for Translation Studies.
She argues that the role of the translator is to make inferences about the intentions of the author, but that that is not the same as attempting to find out what the author's intentions were. 30 Authors' statements, and answers to questions, thus become one source among others of information available to translators, to be taken into consideration along with other factors such as understanding of the source and target cultures and languages, but not to take precedence over them. This approach is helpful for academic translators who might otherwise feel it is incumbent on them, as critics rather than poets, to ask authors for information about their 27 The blending of voices in the translation of Gleize's Tarnac by Clover, Lang and Roy is another example. 28 Recent 'cognitive' approaches to interpreting literature and to translation insist that poetic language is not qualitatively different from everyday language, and such scholars'
understanding of stylistics is based on the body and the senses as well as narrow cognition. 32
They rely on readers' having built up experience of how the body reacts in different circumstances. 33 That is why style is not a matter of particular linguistic choices designed by an author to produce a meaning that the translator must then attempt to convey. Rather, translating style is about reading and interpreting, inferring the 'mind' of the author. In this way it is related to reception theory, including work by Iser, and is also, of course, influenced by translation theorists including Schleiermacher who viewed reading as a constructive activity. 34
Such an approach is appropriate to the work of poets and translators from across the supposed divide separating poets of everyday language from poets of presence. Some of their texts, for instance, are an exploration of the body and of senses (Nathalie Quintane's work in our volume is a clear instance of that). Others focus instead on rhythm and musicality that is sensed as much as understood. Poet-translator Yves Bonnefoy argues in La Communauté des traducteurs that a translator's aim is to convey not the conceptual content of a poem, but rather the rhythm and music of the lines, and that poetic translation is one where a sense of présence such as that which motivated the original author is also experienced by the translator. 35 For scholarly translators who are not poets, an embodied stylistic approach, where the translator infers meaning from a variety of sources, strengthens the validity of their translation as an interpretation, granting them licence to understand translation as a creative practice that their status as critics might not otherwise seem to allow. Most would not feel able to claim for themselves the capacity to produce a 'poetic' translation in other circumstances. While Bonnefoy is among the greatest of the poets of présence, the application of notions of inference and embodied reading and writing can allow translators of poets with a variety of approaches to produce valid interpretations. 
Translating Philippe Beck's 'Mots gelés' 36
Discovery of the cognitive stylistic approach reoriented Emma Wagstaff's understanding of her role as translator of a poem by Philippe Beck, 'Mots gelés', which is included in the anthology.
Beck's work is known as difficult, because it is replete with references to other texts or people from within and far beyond French culture. 37 He also experiments with rhythm in verse texts, and has written theoretically about the differences between verse and prose, most recently in Contre un Boileau. 38 Beck displays verbal inventiveness through the creation of neologisms. All of those features are in evidence in the text 'Mots gelés', to a greater or lesser degree.
Emma has published two pieces on his work so started as translator from the position of some prior familiarity, but she had not previously published any translations of poetry, and is not a poet. 39 She had had personal contact with Beck through the organization of poetry readings, and that contact meant she was eager to produce a translation that he would recognize as valid.
He offered help with references, although it emerged subsequently that she sent him far fewer queries than his German translator typically does. 40 Translations of his work into English are beginning to appear: Univocal Press, for instance, has recently published his Didactic Poetries, translated by Nicola Marae Allain. 41 Those factors, and awareness that she could not provide footnotes as in a scholarly article, at first led Emma to conclude that it would make sense to attempt what Peter Newmark names a 'semantic' translation. It is appropriate for literary texts because it takes into account the interweaving of 'form' and 'content' and attempts to preserve the author's peculiarities of expression. The syntax and rhythms are as important as the words, and there is bound to be some loss of meaning. 42 He argues that semantic translation of 'difficult texts […] is inevitably selective because it requires interpretation'. 43 This approach therefore seems appropriate to The choice of employing 'words' and 'speech' is prompted partly by the sense that the difference between spoken and written words is key to Beck's poem. This is an inference and the question of translating those two words was not among those she put to Beck. The manner in which those features dictate the pace and rhythm of reading is experienced in an embodied way before it can be discerned using rational methods such as counting syllables, and that justifies a cognitively stylistic approach in translating. Emma here chose to use 'ed' or 't' endings where possible, as these correspond semantically to past participles while also causing the reader to pause before moving on. Where it was not possible to use one, such as in the translation of 'Intériorité', where a 'd' only occurs in the middle of 'Inwardness', an effort was made to include one nearby where it had not formed part of the source text, using the technique of compensation. In this instance she translated 'chauffait' with 'warmed' (although a southern French pronunciation of the 'ait' ending would in any case be indistinguishable aurally from 'é').
The drifted, tippling banquet speaks of the island's sinners: words thaw on the waterway. In the country of origin no fire warmed the starchy throats or tongues.
Mouths were closed
by an obstructed winter.
To Inwardness of air past. (MG, p. 137)
Although syllables are not counted in English, an attempt was made where possible to avoid structures that sound regular in English, such as in the following lines: 'of the island's sinners:
words thaw / on the waterway. In the country of origin'.
One final feature of Beck's writing that this analysis will highlight is also related to rhythm. Beck tends to adopt one of the three standard question formations in French, where a question mark is added to a statement with no other changes in structure. When used for questions that span several lines of text, in combination with enjambement, this has the result of leading the reader to think that a statement is being made, only to find subsequently that it must be recast as a question. For instance, he writes: It is possible to form questions in this way in English, but much less common, so Emma decided to invert the structure even though it then became clear from the start of an utterance that a question was being asked :
(must it train the joists like a beasted Orpheus crafting instruments?) (MG, p. 139) 49 An opportunity came to compensate for this loss outside the written text, however. Emma was invited by Beck to read her translation alongside his reading of the source text at an event in May 2016. She chose to compensate for the obvious question structure in passages such as the one cited above by avoiding the expected rising inflection at the end of the question. Beck, who did use such an inflection in his French reading, despite the written structure that indicates a statement, commented on this specifically afterwards when praising the English reading for its moderate pace. He said that he would consider replicating the effect in his future readings of the text. In this very literal sense, then, an embodied interpretation of a text can constitute a justifiable translation approach, and even affect the future reception of the source text.
The inclusion of 'Mots gelés' in this translated anthology brings to a new Englishspeaking audience a text that is itself a hub connecting references from across languages and periods of Western culture. It puts Beck's writing in dialogue with poetry with which he is not usually associated: he cannot be classified either as an exponent of new lyricism, or as a literalist writer. He is interested in voice and rhythm, but also 'reuses' existing texts. At the same time, he offers a perspective rooted firmly in the possibilities and limitations of the French language and its sounds that is likely to be difficult to 'place' for Anglophone readers and thereby to broaden their understanding of what contemporary poetry can achieve.
Translating Anne-James Chaton's 'Vie de …* d'après les écrits de Giambattista Vico'
Although Anne-James Chaton also 'reuses' existing texts, his creative output differs considerably As Chaton's inclusion of Thatcher in his volume of lives of illustrious men attests, Nina had to bear in mind that a playful approach could be at work.
Although Chaton is known as a performance poet and is associated with sound poetry, it soon became obvious that these poems are very textual in their being; they perform the page. This text immediately raises questions of reading, understanding and performing texts. Nina could potentially translate these map coordinates, but she would not be able to communicate the voyage by reading them to herself or out loud.
The third text sent by Chaton was 'Vie de…* d'après Giambattista Vico'. This text takes the form of a riddle, based very closely on Vico's autobiography:
Mon 1 er tomba la tête la première du haut d'une échelle.
Mon 2 e eut la partie droite du crâne fracassée.
Mon 3 e faillit rester idiot.
Mon 4 e est d'un naturel mélancolique et pénétrant.
Mon 5 e fréquenta l'école de grammaire. 56 It was the text chosen by Nina for the anthology, first because of its mechanical nature :
My 1 st fell head first from the top of a ladder.
My 2 nd had the right side of his cranium fractured. Performance is obviously key to Chaton's texts. He delivers his texts in a monotonous fashion so as not to endow them with intention, which is comparable in some ways to the rejection of style in his written texts. 57 This implies that he rejects the notion of inference;
nevertheless, any attempt to translate his work reveals that there were aims behind their composition that might be inferred. Nina has chosen not to read her translation in public so far, but a collaboration with Chaton on this endeavour could be envisaged in the future.
The three texts Chaton proposed for inclusion in the anthology all force the translator to be inventive: either to devise abbreviated language (Dante), or to ask what a translation is if the text consists of numbers (Columbus), or to choose a new solution to a riddle (Vico). In this way, he made us as editors and translators question what translation might be when the requirement to convey rhythm, music or a sense of 'presence' is removed; it is not obvious that his translator needs to be a poet in the sense of a writer attuned to a particular poetic idiom. He also makes us as readers question what poetry is: a text that appears to be have been produced mechanically, and therefore requires a mechanical approach to translation, might at first seem too 'easy': is poetry not supposed to be difficult? Finally, he makes us wonder whether all poetry is translation: the explicit reuse of existing material in this text emphasises that no writing can exist independently of previous uses of language, however much the poet's sense of presence might be central to his creativity. The translator, by producing a mechanical translation that mirrors the composition of the source text and introducing an essential creative aspect, reveals that the writing of poetry also requires these two elements: the rewriting of previous uses of language, and a core inventive touch.
Conclusion 57 Wourm, Poètes français du 21e siècle: entretiens, p. 20.
